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Darus in Carnatic Music
By

Dr. Gowri Kuppuswamy

and
Dr. M. Hariharan

Almost all musical forms in the realm

of Carnatic music owe their origin to one¢
or other of the medieval Prabandhas and

the Daru is no exception. A study of the

structure of various musical forms such
as Kriti, Kirtana, Varnam, Padam, Daru,

Javali, Tillana etc., makes it abundantly
clear that Carnatic music has been main-
taining the ancient tradition of the Praban-
dhas far more faithfully and rigidly than
Hindustani music. As in Carnatic music,
so in the Prabandhas, strict adherence tO
the structure of the composition is compul-
sory. Actually this rigid fidelity to the
composition in the case of the Prabandhas

was carried to such levels that the repeti-
tion of one part turned it altogether 1nto

another Prabandha.

Prabandha
The word Prabandha is a generic term

which refers to any well-knit composition
but in music it meant a particular form
where there were several kinds within that
prescribed framework. Prabandha finds
mention for the first time as early as 7th
century in Matanga‘s Brihaddesi but it 1s
in the Sangita Ratnakara of Sarngadeva
which appeared five centuries later that it

received comprehensive treatment. The
Prabandha Adhyaya of this treatise enu,

merates and describes 260 varieties of
Prabandhas, each with minor differences.

The four-fold channel of all musical
expression is Gita, Alapa, Thaya and

Prabandha as brought out by the concept
of Chaturdandi ‘Prabandhyeti Prabandha’
i.e..that which is composed is a Prabandha.

However, only that composition which 1s
made up of Six angas and Four Datus i1s
alone entitled to be called & Prabandha.
Prabandhas have been broadly classified
into 3 varieties—Suda, Ali and Viprakeerna
The first variety Suda Prabandha is of two
kinds—Suddha Suda and Salaga Suda.
Again, the Sulaga Prabandhas are of 7
types—Dhruva, Mattha, Pratimattha, Nissa,
Adda. Rasa and Eka tali. Itis this Dhruva

Prabandha which is the progenitor of the
musical form Daru.

Dhruva

The term Dhruva itself i1s traceable to
the Dhruva or Stage songs clearly elucida-
ted in the Natya Sastra. Bharata devotes
a whole chapter in this earliest of the trea-
tises on our Fine Arts, to these Dhruva
songs, describing and illustrating difierent
classes. divisions and sub-divisions of dhru-
vas and their uses. They were essentially
versified musical compositions which for-
med an important part of our ancient Sans-
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krit dramas. According to Bharata these
were called Dhruvas in view of the fac;
that its words, Varnas, Alankaras an

Jatis were regularly (i.e. Dh.ruvam) connec-
ted with one another. Five kinds of Dhruva

songs have been described in the Naty.as.as-
cra—Pravesika, Nisskramika, Prasidita,
Akshepita and Antara, and they were em-
ployed in particular scenes and situations
in the drama. Many of these Dhruva songs
bear a close resemblance to some of the
Darus’ features in our post-medieval operas
and Dance-dramas. For instance the Pra-
vesika of Natya Sastra which denotes the
song heralding the entrance of a particular
character on the Stage has its parallel in the
Patrapravesa Daru of the Bhagavata Mela
and Kuravanji Natakas. Another common
feature was that both Dhruvas and Darus

were eminently capable of evoking diverse
rasas, that being the main function of both

in our Geya Natakas. Prabandhi Giti too

possessed not only the Dhatus, Angas and
Jatis but also brought out the rasas.

Classes of Dhruva

Dhruva Prabandha refers to 2 special
type of composition since the prefix (dhruva)
signified an unbending rigidity in the com.-
position. It has two initial sections. The
Dhatu-the musical setting-is the same for
both the sections, the Sahitya, however,
being different. Both the sections consti-
tute the Udgraha. Then follows the third
section, the dhatu of which employs swaras

This section itself consti-

Composition like the

Udgraha and the Melapaka. In modern
musical compositions the Dhruva stands for
Charana. The relationship of the Dhruva
Prabandhas to the Darus in our N atya and
Geya natakas can be gauged from the fact
that the latter too have mostly a pallavi
followed by a multiplicity of charanas, all
of which are sung to the same Dhatu alth-
ough there are some Daruys also with the
Anupallavi section. The fact that the dif-
ferent classes of Dhruvya Prabandhas have

been dealt with in detaj] by Raghunatha
Nayakin his lakshana treatise  Sangita

Sudha cannot be a mere coincidence be-
cause it was at the time of :he Nayak rule
at Tanjore that the Dary made its appea-

rance, to start with in the Yakshagana.

Yakshagana

The earliest Yakshagana that has so

far been traced is the Andhra Yakshagana

‘Sugriva Vijayamuy’ by Kandakury Rudra
Kavi who flourished in Krishnade
court. Apart from

itS music was se

varaya’s
different types of Ragas,
t in complicated metrical

sphere of applied music.
IS @ a story song. Ip many cases entire dia-
logues are in the form of Darus,
have been composed on historical or puran-
IC themes as also love themes. Sometimes
they were also in praise of a patron. A
Characterstic feature of Darus 1S the pro-
fusion of Sahitva or words therein. The
sahitya is naturally of importance. In form
the Darus essentially resembles the Kirtana.
While a few comprise Pallavi, Anupailavi
and Charana, many are made up of only
Pallavi and many charanas. The plethora
of Charanas, all of them being sung to the
same music is their special characteristic.
The tempo is usually Madhyamakala but
some are also rendered in Vilampa kala.
Chapu tala has been most largely employed
in the Geya Natakas of the Maratha rulers,
Bhagavatha Mela Natakas as well as Tyaga-
raja’s Nowka Charitram. Next in frequency
of use comes Adi and Jampa talas. The
music of the Darus is comparatively simple
in nature with no elaborate or difficult raga
sancharas or Sangatis finding a place. Only
rakti ragas conducive to the expression of

Essentially Dary

Darus

sanctorum step by step

followed by retra-
cing the steps.

Other classes of D.
be described as they are referred to In the
following lines in the context of composers
In chronological order.

The carliest Daru we €ncounter occurs

In  Vijay araghava Nayak’s Yakshagang
‘Vipranarayana Caritra’, During the Nayak
rule at Tanjore, Darus
plenty for use in
the Royal court.
examples

WEre composed in
musical plays €nacted at

There are in these plays
like Thendra} Daru, Vennila
Daru, Manmatha daru etc,, dealing Speci-
fically with the €Xperiences of courtesans in
love with the hero who was Invariably the
King. In fact these Daruys on

may be considered
forerunners of Javali

love

themes to be the

Shahaji’s Contribution

It was however only at the hands of
King Shahaji and his ilustrious brother
Tulajaji that this musical form attained
perfection and prominence. King Shahayjj

verses such as Ardhachandrika,

kas composed during
Tanjore.

Daru
The musical

form Dary commonly
¢ncountered in

the Telugu and Tamil dra-
mas and operas of the type of Yaksha

gana,
Bhagavata Mela Natakas and Kur '

the Maratha rule of

various sentiments have been invariably PUt together the traditions of the literary
used in the Darus. Sowrashtra raca secm; Prabandhas and the Yakshagana tradition
: S0 e § a S10 f ’ :
to have been a special favourite of the andc e?te‘j | fu et ® the two in hle
composers of this musical form. However Wonderful Drisya Kavyas ‘Sankara Paljak;
sometimes a few uncommon ragas also find Seva Pmm“dh“”f and  “Vishnu Pallak;
a place Seva Prabandham’, Both of these are replete
with Darus as well as s Yakshagnas
‘Sachi Purandaramu’ and ‘Sati Dana
& = L - , . l-i-!
Darus have been classified into various Saramu’. All these Darus contain Shahaji’s

types depending on their functions. Sva- Signatures, like Tyagesabhupa, Tyaga sowra,
gadha Daru denotes musical soliloquy with Tvaga murali etc.

the tune being of a recollective nature. The
Pralapadaru portrays a sorrowful state of
mind. Heccharika Daru is employed for
saluting the monarch. Padavandana Daru

refers to approaching the deity‘s sanctum-

Classification

King Shahaji has composed different
classes of Darus. One of his pieces is the
Svarakshara Daru ‘Sarigamapadani’ in
Ragamalika in Adi Tala.



Among the special types of Darus com-

posed by Shahaji, mention may be made of
the Salam Daru and the Jakkini Daru belq-
nging to the sphere of Desi music. Sailam 18
a Marathi word meaning paying obeisance
and Shahaji has composed Salam Darus ol
the deities enshrined in various kshetras
like Chidambaram, Tanjore, Vaitheesvaran
koil, Tiruvarur, Mannargudi, Maduratl,
Srirangam. etc. They are also featured 1n
his Pancharatna Prabandha and Tyaga-
raja Vinoda Chitra Prabandha. In his
Salam Daru on Padmanabha swami
exquisite Yamakam, like Padmasambhava,
Padmalaya, Padmapatra, Padmanabha
occur. In his Kalyani Salam Daru,
Adiprasam, Dvitiyakshara prasam, Antya-
prasam etc. are featured. The Salam Daru
‘Nilaya Chidambara’ on Tillai Kali is
given at the end of this artcle.?

Jakkini Darus

Jakkini darus may be deemed to be the
earlier form of Tillanas. Prior to the
advent of Tillanas, the last item on Jakkini
dance used to be performed to the music of
Jakkini darus. The Mathu of the first
section of Jakkini Darus consjsts entirely
of Jatis while the Sahitya is featured in
the second part. Matanga is said to be the
originator of the Jukkini Dance and King
‘Shahaji has composed Jakkini Darus as a
dance form in his Opera Sankara Kalj
Natana Samvadam. Jakkini Darus are
traced to Jakkulas-a class of Andhra
d'amers and ministrels who used a variety
of drum called Jakki. Tt is worthy of note
that in Jakkini Darus folk terms like
‘Ellilam’, ‘Ellamale’, “Ellilam lale’ etc. are
used profusely. For example the  Jakkini
Daru ‘Indukaladhara Sankara’ set to

Bilahari raga and Aditala may be noticed.?

One of the earliest Kuravanyi Natakas
known to us is the Tyagesa Kuravanji whose
author is not known. However the internal
evidence available therein confirms that he
must have lived duriug King Shahaji’s time.

This Kuravanji contains many Darus in
Tamuil.

*Parijatapaharana

King  Tulajaj’s ‘Sivakamasundari
Parinaya’ natakam is an exquisite work fea-
turing diverse type of Darus like Varnana
daru, Samvada daru, etc. Varnana Daru is
a descriptive piece dwelling on the
personality of the character, place, incident,
scenery, etc. and King Tulajaji’s varnama
daru ‘Bhuloka Kailasamenna’ set to Kuranji
raga and Chapu tala is an 1deal example.*

Samvada Daru denotes a musical
dialogue for conversation between two
characters with the presumption that a
certain conclusion is arrived at. You will
notice here king Tulajaji’s Samvada daru
‘Tamasuralavu Maya’ from the same opera
set to Natakuranjiraga and Adi tala.b

Opera

The beauty of another of Tulajaji’s
operas ‘Rajamanjana Vidya Vilasa’ stems
from the fact that the royal composer has
employed appropriate ragas in each
situation - like Mohana for indicating the
arrival of Moha or illusion, Anandabhai-
Favi for denoting Ananda’s arrival and
Sankarabharanam for the Daru announc-
ing the Darsan of Lord Sankara. One of

Tulajaj‘s court poets, Ghanasyama, has
composed an allegorical drama entitled

‘Navagraha chartira’ containing Patrapra-
vesa Darus beholding the arrival of various

characters.

e S S |

Kavi Mathrubhuthayya‘s Yakshagana

Natakamu’ containg
Manipravala Darus with sahitya passages

in Hindi, Marathi, Kannada, Telugu and
Tamil.
Giriraja Kavi, King Serfoji’s court poet,
the heroine sends a love message to the
King through a parrotin a Daru set in
Bhairavi raga while the advent of the
Kuravanji is indicated in a Pravesa daru
who reads the heroine’s palm and foretells
the happy union of the couple.

Ramanatakam

The famous opera ‘Ramanatakam’ of
Arunachala Kavi contains as many as 200
darus. Mostly they are quite big pices.
each containing not less than 3 long char-
anas. The tempo of these Darus is mostly
Vilamba because of the profusion of words.
They rank quite high in quality in view of
their Yati and Prasa, loftiness of ideas and
musical excellence. Another characteristic
feature 1s that they feature many proverbs
like ‘Pazham nazhuvi palil vizhundar pole’,

‘vennaikku pallu mulaitharppole’, ‘Pambuk-
ku pal varkka varkka’ etc,

King Shahaji had composed an Anulo-
ma Daru ‘Naguthadittedi” 1n Telugu.
Muthuswami Dikshitar’s father Rama-
swamy Dikshitar has composed a similar
Daru in Sanskrit, revealing his erudition 1n
this language. This anuloma viloma Daru
‘Sarasadala nayana’ set in Gangatarangini
raga, Rupaka tala is given here.”

Darus are very prominent in the Bhaga-
vata Mela Nataka of Melattur Venkata-
rama Sastri who was a seplor contemporary
of the Trinity. He has composed in all
12 dance dramas belonging to this group,
the most well known being ‘Prahlada Chari-

In the ‘Rajamohana’ kuravanji of

tram'. As the play proceeds, each chara-
cter announces himself with a Patra

Pravesa Daru; The Konangi daru is sung
at the appearance of the divine clown.
This daru is usually set in Kambodhi raga

and its tessitura centres round the Tara
Shadja.

Among the Trinity, Syama sastri does

not seem to have composed any Darus,
Tyagaraja is said to have composed three

operas, but among them only two are now
available to us since there is no ftrace of
of the 3rd opera ‘Sitarama vijayam’,
Prahlada Bhakti Vijayam comprises only
Kirtanas. @ However darus of
types figure in the ‘Nowka
charitram®. In the Uttara pratuttara daru
from  Nowka charitram ‘Indu-kemi’ set
to Varali raga and Chapu tala statement?s
are made alternatively by two characters.

diverse
saint’s

Muthuswamy Dikshitar has to his credit
the Sriranjani Daru “Ni sari sati’ set to
rupaka tala. It is worthy of mnote that
whereas Dikshitar has composed Kkritis
almost exclusively in Sanskrit, this daru 18
in Teluge. Anuprasa is featured in the
terms ‘Valabu'. ‘Solabu’, ‘Kolubu” etc.
There is allusion to an anecdote in the
phrase ‘Vasavadi amarulella Vamri svaru-
pametthi Vasudeva Garvamanj1’.®

None in Tyagaraja’s Sishya Param-
para seems to have devoted any attention
to this musical form. The Kedaragaula
daru ‘Kamiyinchinnudira‘ in praise of his
patron, the Zamindar of Udayarpalayam

is ascribed to Syama sastri‘a grandson
Annaswami Sastri.



Among the modern composers Muthiah
Bhagavatar has composed 4 daru varnas,
some of which have become popular.
Two of these are in Telugu and two in
Kannada. They contain Jatis, svaras as

{ - m ner o ?Tﬂllm Follnwed well as Sahitya. The Daru 15 set in
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Raga . Surutti
Tata  Ata

Raga : Asaveri

Tala : Misrachapu

Raga . Revagupti

"Tala : Adi

Raga & Pantuvarali

Tala : Misrachapu

King : Shahaji
Raga

Jati

Sati nirmalamati chakranga
gati suguna vatisalamu

Jatri

Nandanandana induvadana
kunda radana govinda salamu

manda hasana mandajodharana
nandita gopala vrindasalamu

Jati
Vasavahita kamalesana krita bhrita

bhasana sadguna bhasure salamu

bhosala devate sri sahanuto mahishasura mardini dasapale
salamu

Jati
Dandita mayakundali bhushana

Kandaparasukandikaramana
danditarippmandalavara vedanda
dundator danda khandana

mandita sasi khandanadi jada mandala mani
kundala nuta kandala hari kandassila ko

danda tripurahara pundarikachela salamu
3

Jakkini Daru

Bilahari Adi
Indukaladhara sundara vadana pu-
randhara vandita saranu re

Kundaradana aravindansyane sara
nandia sahendra nandaru pa
Ellilam ellam le devadi deva

Elliam ellam le ellilam ellam le
Jati & Swara passages

Nayaka bhuvana vidayaka kesava
Sayaka tyaga muktidayakasankra

Ellilam ellam le devadi deva
Ellilam ellam le ellilam ellam le

4
Varnana Daru

Misra Chapu
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Gopi Rajanyayitulenchu valatu tyaga
L raja vinuta premagaladu

R&E& . Sriranjani . Rupaka
Muttuswami Dikshitar -

Pallavi Nisati daivamedhu ledanimarulukontira
Nidanara nannelara
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Vasavadyamarulella vamrisvarupameththi

" . vasudeva garvamahachi varusagana
Y | | marusripuravasadasachitvilasa
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Tillana Daru

A 1
.

{ Eka tala

- Krishnaswamiayya
Nadiru tani tomdiru tani stara tarana
tanam tam diridiri tamdiri tillilam tillilam
tanam ta taratani tadiri to m diri nadiri diridir;
diridittiillana diriditillana diritillana

Pallavi Palaya mam siva sankari

- bhaktajananda kari

‘ Anupallavi : Bhalachandrasekhara amba

| paramesvarirajesvari
" Sulabanejaganmohini
jalajadalayata lochane
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Kanakojjvala nayike
Kalyanagunadambike
sanakadimunisannuta
sarada trayambike kanskadri niva-
sinikandike katvayanivara
- dayike janani srikrishnarchite jayasangita sara sasike

Jati & Sollu
0
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Narayana Tirtha (circa 1675 A.D.)
was in every respect a South Indian com-
- peer of Jayadeva (13th century). Although
the former was born four centuries after
is illustrious prenecessor, he was castin the
%ame mould, being an ardent devotee of
Lord Krishna, a gifted poet, an adept in
ﬁmusic and dance and a playwright with an
N o || innate dramatic instinct and powers of
523215;;;.% . “' '#7] eharacterization. Tyagaraja (1767 — 1847),
e @ who represents the pinnacle of achievement
in Carnatic music, did not hesitate to
‘borrow from Narayana Tirtha. 1t was the
‘Krishna Lila Tarangini’ of Narayana
Tirtha that provided the inspiration to
Tyagaraja to write his two musical plays.
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Advent of Music Drama

The fore.runner of music dramas is the
peerless ‘Gita Govinda® of Jayadeva but
numerous works of the same genre rose in
its wake in the other Indian languages and
were known by different names. The
Yakshagana of Andhra and Karnataka,
the Bhagavata Mela of Tamilnadu, the
Jatra of West Bengal and the Bhavana of
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18 technology - a reflection of

Wﬁﬁmﬂn Ol.ltof W Assam are but similar compositions with
_!":H fhaﬁmitlem """ local colour and variations. Mahapurush
i Sankara Deva of Assam (1440 - 1568),
" Siddhendra Yogi of Andhra, Shahayji
Maharaja (1684-1710) and Merattur

Venkatarama Sastri of Thanjavur are

among the well-known writers of such
plays which are a reworking of Hindu

Narayana Tirtha
By
T. S. PARTHASARATHY

myths, clothed in music, the over-riding
Idea being the power of divine grace to
redeem.

History is a weak spot in Indian
literature. Every saint becomes a legendary
figure after his time; miracies, mvths
and anecdotes shroud his real personality
like the morning mist. Narayana Tirtha
was no exception to this rule.

Like Sadadisa Brahmam and
Tyagaraja, Narayana Tirtha was a
Telugu Brahmin. When the Vijaya-

nagar empirc declined and the kingdom of
Thanjavur became, first under the Telugu
Nayaks and later under the Maratha rulers,
a centre of patronage for art and letters,
many families of talent and dance-masters
sought the banks of the Kaveri. Narayana
Tirtha is stated to have hailed irom a
village called Kaza near Mangalagiri but
he made Varahur in Tamilnadu his perma-
nent home.

Krishna Lila Tarangini

He belonged to the Bhagavata tradi-
tion which revelled in composing and
staging dance dramas and whose followers
were concentrated in the village of Kuchi-
pudi in Andhra Pradesh and Melattur in
Tamilnadu. Closely following the trail
blazed by Jayadeva, Narayana Tirtha eom-
posed his *‘Krishna Lila Tarangini’ (The
River of Krishna's Sports) in classical Sans-
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krit. He must have had it staged at
Varahur during his own lifetime before
‘Varahapuri Venkatesa, the local deity, his
followers rendering the play in dance, as 13
evident from the directions given in the
play itself. Later, loose songs from the
opera, called ‘Taranga-s’, became an
integral part of the Bhajana tradition of
South India. Some of them are now sung
in Kuchipudi dance performances.

The ‘Krishna Lila Tarangini’, with its
145 songs, 267 verses and 60 other
passages, 1s a monument to the memory of
this illustrious music composer. It is the
only composition in Sanskrit which has an
€qual musical status with the work of
Javadeva. The Tirtha bridges the gulf in the
history of Carnatic music after the time of
Purandara Dasa and before the advent of
Tyagaraja.

42 Ragas

He handles no less than 42 ragas
which indicate those popular in his time
time before the advent of Venkatamaki’s
scheme.  (Incidentally, Narayana Tirtha
and Venkatamakhi were probably contem-

poraries but the latter’s scheme of 72

melakartas did not see the )ight of day for
more than a century after his time.) The

ragas handled by Narayana Tirtha are as
follows:

Mukhari
Nadanamakriya
Madhyamavati

Dvijdvanﬁ
Yadukulakambhoji

Kuranji Regupti

Kapi Punnagavarali
Husent Sriraga
Bhairavi Pantuvarali
Purvikalyani Mohana,
Todi Karpata Sarange
Dhanyasi Saveri

Chanta Bhupala
Sahana Mangalakapi
Nilambari Desakshi
Saranga Gauri

Bilahari Varali

Surati Khamas
Arabhi

It will be seen that in addition to well-
known rakti ragas of Carnatic music,
Narayana Tirtha has used apurva ragas
like Dvijavanti, Navaroz, Regupti, Manga-
lakapi, Desakshi and Gauri. But in the
edition of the opera, published by Vavilla
Ramaswami Sastrulu and Sons in 1953,

alternative ragas within brackets have been
given for a number of Tarangams.

As the Tarangams were mainly being
sung in Bhajanas, only a few songs gained
currency and the notation for a very. large
number of them is not available. Carnatic
music will become all the richer if the tunes

of these songs can be unearthed from
some source.

At Varahur the composers established
a Bhajana sampradaya, the followers of
which sang, danced and rendered into
gesture his musical play during Janmash-
tami every year, Another popular festival
at Varahur was the Uriyadi, the enactment
of Krishna stealing butter placed at the top
of a pole, called the ‘Sikyotsava‘ (Sikya
means a swing made of rope, known in

12

Tamil as Uri) and one Narayana Kavi
(1868 — 1935) of the village wrote a Praba-
andha in Sanskrit about this festival.

Narayana Tirtha also wrote a devotion-
al poem called <‘Haribhakti-sudharnava’
and as an exponent of the bhakti school,
‘wrote a commentary on the Bhakti Mima-
msa Sutras of Sandilya. Both these
works are still in  manuscript form.
There is an unpublished Sanskrit commen-
tary on his Krishna Lita Tatangini written
by one Venkatesa assisted by a Govinda
Dikshita; and a manscript of this work wag
found in far away Benares. But the Pari-
jata harana nataka’ in Telugu, written
by one Narayana Tirtha, does not appear

‘to have been the work of the author of the
Krishna Lila Tarangini.

Greatness of Tarangini

The Tarangini 1s the longest dance

.drama in the Sanskrit language and con-

sists of twelve tarangas like the twelve
sargas of the Gitagovinda, It is written in
perfect literary Sanskrit unlike the compo-

‘tions of others who have taken liberties with

‘that language. The diction of the Tarangini
1s fine, figures of speech including Slesha
are employed and the songs are replete
with ideas from the ' Upanishads. The
songs are linkcd with verses and prose
passages called Gadyas. There are dire-
«ctions that a particular songis to be sung
in a particular context and gesticulated
1n the coming piece and so on. There are
-also set rhythmic syllables or jatis for
-dance, fitted into some of the pieces, e.g.
‘the long prayer of the Yajnapatnis in the
‘third Taranga and the composition on Rasa
krida in Nata and Dhruva Tala in the

seventh. There is also a Suladi composi-
ition.

13

Tirtha.

The story begins with the avatar of
Krishna and ends with the marriage of
Krishna and Rukmini: The work is worth
a study even as a piece of literature. The
Nritya Nataka in Sanskrit reached the acme
of perfection in the hands of Narayana

The slokas, churnikas, crisp musi-
cal dialogues, darus, dvipadas and the songs

Inter-spersed with Jatis make it a model for
all musical plays. The songs have the divi-
sions of pallavi, anupallavi and charanam.

Synopsis

The characters figuring in the play are:
Vishnu. Brahma, Bhumidevi, Sanaka and
other Munis, Devaki, Vasudeva, Yasoda.
Gopis, Krishna, Rukmini and the Brahmin
who took Rukmini’s letter to Krishna, A

synopsis of the work is furnished below :

Taranga I—entitled “Sri Krishna
Pradurbhava varnanam’—Invocation
to Ganesa and Varahapuri Sri Venkate-
sa. Mangalacharanam. Devaki and
Vasudeva imprisoned. Bhumidevi's
prayer to Vishnu to incarnate himself
and rid the world of evil.
born.

Krishna ig

Taranga Il—entitled ‘Bala lila varna-
nam’ — slaying of Putana and the
breaking of the two Arjuna trees -

Yasoda blessed with the Visvarupa
darsanam of Krishna.

Taranga IlII—‘Sr1 Krishna govatsa
palana varnanam’ The slaying of
Aghasura - Brahma’'s praise and praise
by Yajnapatnis.

Taranga 1V—‘Sri Krishna gopalana
varnanam - The subjection of Kaliya,
the slaying of Pralamba and Bakasura.



Taranga V—'Sri Krishna Gopi

-*mapnhmna—-'rhe lifting of the
ovardhana hill—Praise by Indra and

m.

w VI—<Sri Krishna Gopi

Samagama varnam The coming of
‘Gopis to Brindavanam and their com-

munion with Krishna.

Taranga VII—Sri Krishna Rasa
Krida varnanam’—Sri Krishna’s Tat-
va upadesa to the Gopis—His dancc
in their company and the ecstasy €Xpe-
enced by them from his music. The
famous “Rasa panchadhyayi” in the
Bhagavatam in condensed into songs
and beautiful Jatis suitable for dance

choreography.  Dancers ean greatly
benefit by adopting these songs for

their recitals.

Taranga V1II—‘Rasakrida varna-

nam'—Gopis sing in praise of Krishna-

Krishna disappears - Gopis search for

- Him - Radba - Krishna samvadam

(Radha is not mentioned in the Bhaga-

vatam)-The joy of the Gopis in finding
Him.

- Taranga IX—‘Krishna's Mathura

pravesa varnanam’ - AKrura’s mission

‘and his being blessed by Krishna -
Krishna enters Mathura.

- X Tm X—‘Kamsa nirharanam’ -
sssing the Kubja (hunchbaek), the

m of the elephant Kuvalayapida,
Mﬂ-‘a and finally of Kamasa.

very popular in the music field.
Gokulabala’ was originally composed in
Kurinji but was later converted into a raga-
malika by Tiruvottiyur Tyagayyar In
Bhairavi, Athana, Kambhoji, Kalyani and
Surati with beautiful
song is a praise of Krishna asa child by

Brahma.

his parting - Uddhava’s mission -
Krishna leaving for Avanti for studies
defeating Jarasandha and entry into
Dvaraka.

Taranga X1I—Sri Krishna- Rukmini
kalyana mahotsava varnanam’ - Ruk-
mini’s letter to Krishna to save her
from Sisupala- Rukmini svayamvaram-
Krishna‘s coming and carrying her
away-their wedding at Dvaraka.

Popularity of Songs

Some of the songs of the Tarangini are
‘Jaya jaya

chitta svaras.

‘Puraya mama kamam, in Bilahari 1s

a prayer to Krishna by the Gopis who
wanted to perform the Rasa dance with
him. When he pointed out that they should
first attend to the needs of their husbands,
they pleaded with him that they looked
upon him not as a Nayaka but as the
Supreme Lord of the Universe.

‘Govinda ghataya’ in |Bhairavi is
a song sung by Yasoda when she was
frightened by seeing the fourteen worlds

and herself too inside the mouth of child

Krishna. Narayana Tirtha says that
although the Lord had the entire universe
in his belly, he ate mud because he had
assumed the form of a child and should

behave as such. It was Balarama who

The-
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carried the tale to Yasoda that Krishna
‘was eating mud,

‘Madhava mamava deva’ in Nilambari
is a moving piece sung by the Gopis entrea-
ting Krishna to sportwith them in the forest

near Brindavana.

‘Viksheham kada’ in Ahiri is a song
full of pathos sung by Rukmini when she

learnt that, on the advice of her brother
Rukmi. her father had decided to marry

her off to Sisupala. She had already fallen
in love with krishna by mersly listening to
his qualities. According to Narayana Tir-
tha, Rukmini sent a request in writing to
krishna through a Brahmana and got a re-
{Ply back. Rukmini’s message has been
written in unforgettable verse in the Bhaga-
atam commencing with tne words ‘Srutva
gunan Bhuvanasundara’ and Narayana Tir-
tha condenses it in the form of an equally

beautiful prose passage.

In the end the poet describes, in the
song ‘Alokaye’ in Kambhoji, the glorious
sight of Lord krishna seatcd on his throne
in Dvaraka surrounded by his eight wives.

Pt. Guruswami Sastry’s Commentary

July 5 was a memorable day in the
annals of Carnatic music when the first ever

Tamil commentary to be published on the

*Krishna Lila Tarangini’, was released at a

function held at the Sastri Hall under the
joint auspices of “Saraswati”” and the Sri
Narayana Tirtha Educational and Charita-
ble Trust. The author of the unique
commentary 1s pandit V. S. V. Guruswami
Sastri of Varahur.

It is surprising that no Tamil commce-
tary on this work was written for nearly
three centuries after the death of Narayana
T’i_rtha despite the continued eflorts a:ff the
elite of Varahur to keep alive the bhajana
tradition introduced by the saint. :
sent 'commentator, Pandit Guruswamj
Sastri, belongs to Varahur and IS a store-
h{')ltme of knowledge about its cultural fra-
ditions. He is a many-sided scholar with
more than twenty-five works to his credit
on a variety of subjects ranging from liter-
aturé to metaphysics. While workine as
professor at the Sanskrit College at Tri:;m-
drum he edited, with a Tamil translation,
many of the works of Svati Tirunal.

The pre-

on the
‘Venkatesa

Pandit Sastri’s commentary
Krishna Lila Tarangini, called
Priya’, 1S not a mere paraphrase but a
‘Vyakhya’ in the literal sense of the word
with exhaustive notes, clarifications and ex-
planations of allusions from the Puranas.
A study of the commentary will be highly
rewarding to musicians, students of music

plays and scholars.
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Great Nagaswara Vidwans:
Tirumarugal Natesan

By

Sulamangalam Vaidyanatha Bhagavathar

‘“ Amongst the brilliant Nagaswarakaras
that South India can boast of, Tirumaru-
gal Natesan occupies a prominent place.
Not only had he attained a high degree of
.e.x;_{g[lencc in playing the nagaswaram, but
he had dived deep into the eternal spring
of Nada and unravelled some of its mys-
teries to the public. Words cannot adequ-
ately describe the beauty of his playing.
It may truly be said that when he took up
the instrument, even inanimate objects
appeared to respond to his playing, his
exposition of raga was so perfect that it
may be said that the respective Raga Deva-
tas appeared in all their stature and res-
plendent glory in the listeners’ minds.

Joint concert

The leading residents of Karaikudi
once arranged a joint concert by Natesan
and his gifted contemporary Mannargud:

Chinna Pakkiri. Eminent rasikas and
scholars had assembled on the occasion to
witness this art contest and adjudge the
comparative merits of the two vidwans.
Natesan himself requested his friend
Chinna Pakkiri to commence. The latter
responded and gave a brilliant exposition of
the “Kiravani” raga; his alapana was so
thorough and exhaustive that the listeners
thought that he had left no melodic phrase
of the raga unutilised. The lightning speed

i) ~ 'with which the glitering musical phrases

re literally showered in the later stages
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of alapana was simply a marvel to the vast
assembly. When the alapana was formally
concluded and Natesan was to begin, many
wondered if he should at all attempt to
play the same raga again inasmuch as
Chinna Pakkiri had practically exhausted
all its possibilities.

Greater Response

Natesan, undaunted and with perfect
composure, began the same raga. The
entire audience was soon in raptures over

the remarkably delightful, melodic Nada
that flowed from  his instrument. They

were spell-bound. Chinna Pakkiri himself
was touched and joyously praised Natesan.
Subsequently, the two took up a Pallavi and
gave a marvellous exposition of the same by
turns. When the concert came to a close,
both were lustily cheered. The audience
acclaimed with one voice that the two
eminent performers were literally the two
eyes of the Nagaswara, Natesan being the
right eye and Pakkiri the left. They were
honoured equally with presents. Perhaps

the greatest compliment to Natesan was
that even Saraba Sastrigal, the famous

flutist of South India, admired his playing .

— Once in Konapet (a place in Pudukottai
State) Natesan had been engaged to play
the nagaswara on all the four days of a
marriage in Lakshmanan Chettiar’s house.



the month of June from the proceeds of an
endowment created expressly as for the
purpose when leading nagaswarakartas from
the South are invited to give concerts year
after year) both Semponnarkoil Ramasw-

thinking over it till he took up his instru. @mi and Tirumarugal Natesan were invited
nki it till

Comparative Study of the Music in
ment the next day. At his reques:, myself to play together. In appreciation of their

Hindustani Systems
1 they were presen- . n
| g ¢ splendid performances, :
Sy ‘Saralt):ahsezitnhgi: m;:d ;:ﬂ. t::rp:izz ted with gold Nagaswaras.
morning : E

Sarabha Smtﬂ_’nal and myself had also bcefl
invited to give music performances. Sastri-
gal took up Kamboji and expounded the raga
PR e T ST AR |
pallavi marvellously. N;wﬂu who r
also a listener was obviousiy set seriously Carnatlc -

Natesan took up the same Kamboji and

rendered it asmelodiously as on flute. In

f&ﬁ he gave us the impression that Sastri-
gal himself was playing on his flute

hen Sastrigal complimented him by saying

that “he wasan Ekasanthagrahi”.

Natesan & Semponnarkoil

Natesan's exposition of the Ragas
ﬁﬂda, Atana and Sahana were without

The then head of the Thiruva@uthurai
Mutt, Srila Sr1 Ambalavana Desikar, a
patron of the arts, had great love and

regard for Natesan. It is a pity that such
a great Vidwan should have been snatched
away by the cruel hand of death at the

very early age of 28. Respect to elders

and devotion to God were responsible for
taking him up the ladder of fame. I can

definitely state that no Nagaswaram had
ever touched my heart as Tirumarugal
Natesan’s.”’

Mrs. S. K. Rajamanichari, B.A., B.Ed.,

PART 1

Of all the sounds that are audible to
the human ear, i.e. those vibrations which
lie in the range of 30 to 20,000 per second.
only certain combinations of sounds bearin g
particular relationship to one another are

found to be pleasing to the human ear and
bring about harmony and peace to the

soul. With their rich intuitive capabilities,

Sa grama,

Ma grama and Ga grama.
Grama wags

4 group of scales, while Moos-
chana was 4 group of notes derived through
Modal shift The notes of the Saman
scale were known as Suddha

original notes. “Further
the law of consonance
ratios, brought to |;

swaras or
research into
and mathematical

tiamﬂﬂ. Once during the Peyalwa_r
Utsavam in Sri Chennakesavaperumal Koil
4n Madras,(this festival is celebrated in
= |

ght a complement of
(Translated).

five more notes” in the octave and they are
called Vikrit, Komal or Tivra swaras f
Suddha swaras (R,G,M,D,N).

the ancient Hindus discovered the basic

structure of these harmonious sounds and

laid the foundations of the Indian Music
Scale.

(From my fifty-year old scrap-book-N.R.B.)

or

} : With the combinations of Sa Ma and

Sa Pa, Bharata in the 6th Century iny
22 srutis, and

swaras, srutis,

Indian Music Scale started with Sama-
veda, where three swaras, namely, Udatta.
Anudatta and Swaritha were used. Gradu-
ally sapta swaras came
from Vedic times itself.

ented
Jatis. and mentioned about

gramas, I8 Jatis and 10
lakshanas of Ragas and Rasas of

i ;‘;e:;iiu*u BEST COMPLIMENTS FROM

into  existence

QISR N r., i

= e
" | c i MI e
el ke r

Ragas,

JAYA CLEARING & FORWARDING
Pl AGENCIES

s 18/33, IDA MANSION

In Udatta - ni, ga
In Anudatta — Ri, dha
In Swaritha — Sa, ma, Pa

Grama - Moorchana — Jati
vailed like the Melas of the later period.
Moorchanas were upward scale while
scale was downward scale.

svstem pre-

Sa ma
Jatis born out

of' Moorchanas were like Janya ragas be-
JA 1L} longing to Melas. Sa grama originally
. | s . . : . - : ‘ L=
: ‘VAJU KOTAK ROAD, A:a]:as were used. Swaritha is called denoted a particular heptatonic scale and
C— - ara Shadj. So Saman Chant, which : tive geale
r BOMBAY-WO“ started with 3 it became a coller.t.n scale  subsequently,
R }Vll Swaras, led to further enrol- “Only one collective scale called the Sa
Ot of “laukika gana seale”. Sa. ma. Pa ' - -
- | | _ : : grama prevailed and was referred to, till
b Air carg_o : 3348098"99 Were expanded by a device known as Sruti
= s

TELEX :

HA SESHAN

1175129 CSA IN

these

, namely

now, by all the Musicologists as scale or
Melas.”" While mentioning gramas, Bharata

They divided the Suddha swaras of the scales

into 22 srutis thus.
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Uttarrayata (d to d)
Suddha Shkadja (P to P)
Matsari Kruta (M to M)
Aswakranta (G to G)
i (R to R)
(M to M)
(gtog)
(ri to ri)
war LS r ~ Suddha Madhya (Sto S)
.J.-:'J-.I.']” ¥ : Margi (ni to ni)
rf’ T Pauravi (d to d)
g i, A Hrushyaka (P to P)
(g to g)
(ri to )
(Sto S)
~ Vichitra (ni to ni)
~ Rohini (¢ to d)
- Sukha (P to P)
; Il[ll lp e Alapa (m to m)

: ' h ﬁm jatis of the Sa grama
- were Shadji, Naishadi, Dhaivati and

Ars _ ~ The three jatis of M grama

were Gandhari, Madhyama and Panchama.
1 14 Beven jf,ﬁl were the seven Suddha

]

gured all the swaras that were used
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out the importance of Desi ragas and for
the first time, the word ‘Rag’ was used _by
him. Gramas played the role of ‘generics’

like the Melas of the later period.

The Silappadikarm of the 2nd Cefltury
makes the mention of Panns and Tirams

(Mela and Raga). The Tamil tcachers
used seven Palais or Moorchanas through
Kural Tiripu or Modal shift. Thus, there
were Sempalai, Padumdaippalai, Sevvazhip-
palai, Arum Palai, Kodippalai, Vilarippalai,
Merchempalai. The present names of the
Palais are Hari Kambhoji, Kalyani, Todi
Kharahara Priya, Sankarabharanam and
Nata Bhairavi. These Palais were eligible
as Panns or Ragas. Srutis were known as
Alaku in the position of 4,4, 3,2, 4, 3, 25
The Sama gana scale of Bharata was used
by the Tamils in the name of Tonmurai

Marapu.

Music means Isai]
Swara means Narambu

Names of the 7 swaras respectively are
Kural, Tuttam, Kaikkilai, Uzhai, Illi,

Vilari, and Taram.

According to the time of singing, Panns
were classified into

1) Pagal Pann - Morning
2) Iravuppann - Night
3) Poduppann -~ any time

Of the 24 Panns, 12 were pagal Panns,
9 were Iravuppanns, and 3 were Podup-
panns. Hymns are called the Panns of the

R (Mﬂl'si and Tevaram. Tiram is called Raga. Panniya
Matanga brought Tiram was a Shadava Raga, Tiram was an

qudhava raga and Tirattiram was a

Qwarantara raga.

Pagal Panns Iravuppans
Natta Pa dai Takka Ragam
Puranirmail Pazhantakka Ragam
Gandharam Sikka maram
Piyandai Kolli

gandharam.

Kausikam Kollikkavuanam
Indalam Viyazhakkuriniji
Sadari Megaragakkuruniji
Nattaragam Andalikkurinji
Pazham panjuram Kurinji

Gaudhara Panchaman
Panchamam

Sendurutti, Tiruttanadagam, Sevvazhi

are Poduppans (any time). The Sama
gana Suddha scale was akin to the scale of

Kharahara Priya. The original scale of the
Tamils, Tonrupodumarai was similar to

t}?at of the present day Harikambhoji. The
distribution of the 22 srutis was N4 S 4
R3IG2M4P3D2N

The role of the Shadj as the funda-

mental for all music was unknown in the

2nd Century A.D. The four primary scales
of the Tamils were Kurinjiyazh, Neidalyazh

Palaiyazh and Marudayazh.

Peruhial Aruhial
J J Kurinjiyazh GMPDNSR MPDNSRG
Neidalyazh DNSRGMP NSRGMPD
Marudayazh NSRGMPD SRGMPDN
Puranilai Ahanilai
Kurinjiyazh DNSRGMP NSRGMPD
Neidalyazh NSRGMPD SRGMPDN
Palaiyazh RGMPDNS GMPDNSR
Marudayazh GMPDNSR MPDNSRG

Thus these were 16 heptatonic scales
OI vattapalais. A rule known as Mullai
Theembani specified Tuttam or Rishabha
as the starting note to convert a scale nto
a Pann and Raga. Another Kurinji Theem-
bani specified Kakilai or Gandhara as
take off note for others. This process of
Peruhial and Aruhial, Puranilai and Ahani-
lai, 'Mullai Theemabani and Kurinji Theem-
bani was extended to Ayappalai, Trikonap-

palai and Chaturappalai, the Shadava.
Audhava and Swarantara scales of Sanskrit,
A harvest of 11,991 Panns known as Ad
1sai was the result. The twelve divisions of
an octave into the 12 Rasis of the Zodiac
was the most original idea formed during
the Silapadikaram, and provided a pra-
ctical basis for Raga classification and for

the 72 Melakarta plan.
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- He increased the jatis of Bh
: A2 i arata -
Raga Mela No. 15in Shadji grama, apg changed tl:: v
Gayakapriya 13 ._nan:;s as :hadja Kaisiki, Shadjﬂdcechyava, 2. Malava gaula
Sha jama h}’&‘[ﬂﬂ, Gandharodecchyava, 3. Sri Raga
» ” Raktagandhari, Kaisiki, Madhyamoodae.- 4
Lalithapanchamam 14 chyava, Karmaravi, Gandhara Panchami Saranga nata
. = ' 3 5* .
Ahiri 14 Andhri ;.:;:l Nanc];ayantl. He realised the Hindola
Nadanamakriya 15 ,va!ue ‘:h Vlatanga’s contribution i formus- 6 Suddharamakriya
_ lating the Raga scheme and accepted the 7. Desaksh;
Malahari 15 13 elements of Raga. The Raga is said to 3 i
Saurashtram 17 be a scion of the Shadj grama and evolved Kannadagowla
Bhairavi 10 from the l.Jttaramandara Moorchana, He 9. Suddha nat;
Madhyamavathi g | ;:-sic; ;ecsopgl;nifierl ﬁIf{teen \.far-leties of gamaka- 10.  Ahari
- | »1Pa, Sphurita, Kampita Leena, Andolita, 1. N -
Natakuranji _ 28 Vali, Tribhinna, Kurula, Ahata, Ullasita i *agmakaiys
Kambhoji 25 Humphita, Plavita, Mudrita, Namita anc; > Suddhavarali
Edukula Kambhoji 28 Misrita. 13. Reetigowla
. 14, ]
Kedaragawla 28 He estimated 264 Ragas, but named : i
Sindhu Kannada 28 only 253 as Poorva Prasiddha, and fifty 2. Kedaragowla
i y 28 | two as Adhuna Prasiddha, He analysed and 16.  Hejjuji
Khambhoji 28 tabu]atEd prlﬂCip]es Of Raga. Sarangdeva’s 17. Samavarali
Suddhasaveri 29 Sangeet Ratnakara mentions the establish- 18. Revagupti
Neelambari 29 erentic o oorchanas in Middle Saptak, 19, s
_ | cereation of vikrit swaras, defect in Madh- gl
Sailadesakshi 29 yama grama, and creation of Prati 20. Kambhoji
Sailadesakshi 35 Madhyama.
Srikanthi 46 u
: amamatya’ :
Pantuvarali 51 ESlasisin: ;S?: (lﬁthh C) Swara Mela Mukhari asthe Suddha sama saptaka
, | nas, old and new, o :
Bepada The chart 15 o _ 1 Ramamatya. This error was later corrected
g 29 given at the end of this article. and Kanakangi was listed as the first Pra-
Sama o mana Raga by Venkata Makhi, while
Nissanka’ ngadeva in his Samgee- . : Hoale 8ana Saptaka, the original suddha Purandaradasa chose Mayamalavagawla as
| Bhasa 71241 ro i Srutis.  Sruti was defined as an audible © Iresembles the present day Kharahara- - : |
p SR SNERNS (13thC established the ““anti- sound of the [o el Priya of the south and th ‘ . the starting Raga for teaching Carnatic
l ﬁ‘% y of Bharata, Matap- sounds are as innu;:’eStbl ijratuon_ ..SHCh ‘the North 'l;h t- E0 e Bapi That of Music to the beginners, because of the
| - olildppadikaram. tha o erable as the waves of ' st Mmeans Mela. Sruti interval between RG & DN. We are
¢ ocean. However, not all of them are .
related to one another i | F _ indebted to Ramamatya for the clear ex-
_ of €C In the matter of | & the first time, Ramamatya used th® position of Mela and Raga, for bringing
Mutual consonance. A sensitive ear Vord Mela in the ‘ |
detect minute vibratione <y list of ¢ genus. He made afirst Madhya Shadja as the common fundamen-
of Srutis Their " luﬁnsbm o speclﬁc;. family e 20 Melas, which is the first attempt ¢al and for the technique of Madhya Mela
it R ras: L56 " an @ “clear enunciation" of scale notes, Veena as the “first milestone in scientific
Octave™), Sand p P e
| femaining constant, development and systematic classification’
22
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o1 Puranilai, Peidal etc. evolved 11,991 scale

L+ the vertical nerves in the region
:fidﬁ?:thl::c ::ihumna. Ila and Pin.gala
are connected to a tiny kot of 2% d:llcite
.lbms perves, running cro.ss-msc. A
similar apparatus functions in the throat
and a third in the head. They have 2 bear-
mg on the vocal chords and determine the

22 srutis in each of the 3 octaves.” The
seven swaras stand on

| He said that all the 22 srutis can figure
~ asswarasif a judicious selection is made
A out of them in conformity with the basic

il

~ “QOtherwise a swara that stands on its
, ~ first sruti lacks the capacity to please.
- ~So, also standing still on a swara sthana
~ will be quite barren of melodiceffect. A
- gamaka, adorned bya swara sthana, qui-
ey . ckens it into life””. This is the first clear
~ exposition of the place of Vikrit swaras.
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~ principle of “Vadi Samvadi relationship,”

rm Gandhara, a sruti higher .

22nd sruti led to the confusion of
as and were classed as Shats-
' Dhaivata.

sic and the growing atten-
= 10 ga ﬂlﬁﬂl‘ﬂd the deck of all
value and sorted out the

1 Isai d a large
known as Adi Isai, they foun _ |
zumber of them useless for practical music,

So, they chose 103 only out of | them as
Melas. Similarly, Somanatha hit " upon
q scale of 15 notes besides Shadji and
Panchama and  reeled off 960 Melas

i f them
through it. He found most O
“barrgel:l.“ Finally, he arrived at 23 Melas.

i 1. Mukhari — Turushka Todi

2. Revagupti |

3. Samavarali — Vasanta varall
4, Todi

Nadaramaki
Bhairava—Powravika
Vasanta—Dakka, Hejjuja,
Hindola

8. Vasanta Bhairavi—Maravika

N & a

9. Malavagawla,—Chaitigawdi,
Poorvi, Padi, Devagandhari,

Gundakriya, Kuranji, Bahulli
Ramakri, Pavaka, Asaveri,
Panchama, Bangala, Subhalali-
tha, Gurjari, Paraj,
Suddhagawla.

10.
1) 8
12.
5,4
14,

Reetigawla

Abhira

Hammira—Vihangada, Kedara
Suddhavarali

Suddha Ramakri, Lalitha,
Taravam, Desi

15. Sri Raga — Malavsri, Dhany-
asiki, Bhairavi, Dhavala, Sain-
dhavi

|16.' Kalyana _

17. Kambhodi—Devakri

B
|.

18. Mallari — Nattamallari, Poorva

gowda, Bhoopali, Gowda,
Dwiteeya, Kedara,Salankanata,
Velavli, Madhyamavati, Saveri,
Saurashtra

19. Samanta

20. Karnataka gowda, Athana,
Nagadhwani, Suddha Bangala
Varanataka

21. Desakshi

22. Suddha nata

23. Saranga

Four decades after Somanatha, Aho-
bala published his Sangeetha Parijata. He
dealt with the 13 notes, Madhyama-

stahyr Shadja, Komal Rishabha,
Gandhara, Teevra Gandhara, Madh-

yama, Teevratama Madhyama, Pan-
chama, Komal Dhaivata, Nishada, Teevra
Nishada, and Tara Shadja (these names are
as in North Indian Music) The swaras-

thanas are the same as at present. The
Sama gana saptaka and the five Vikrit notes
are also there.

It might be noted here that Saranga
deva, Ramamatya, and Somanatha fell into

confusion over the prefix Suddha which had
disastrous consequences.,

Veena was fixed in the following ratios.
From Meru

S — O* — 36th length — |

Komal Rishabha - 22/3* - 33.1/3*
- 27/25

Rishabha — 4* — 32** — 9/8
Gandhara - 6'° - 30" ~ 6/5

4 25

Teevra Gandhara - 7.1/2¢ — 28.1/2¢¢
24/19

Madhyama - 9 — 27 _ 4/3
Teevratama M — 11% — 25¢« _ 36/25

Panchama — 12’ — 24« _ 3/2

Komal Dhaivata — 13,2/2¢ [ 22.2/9*
— 81/50

Dhaivata — 14,2/3¢ _ 21.1/3* | 27/16

Nishada — 16 - 20* — 9/5

Teevra Nishada — 17« — 19* — 36/19

It is interesting and important to pote
here that Somanatha’s Ragvibodh is a very

useful and special book for North Indian
Musicians.

Damodar's Sangeeth Darpana makes
mention of Rag Ragini System, starting
with Siva Mathi. Damodar also gives
a vivid description of Nadotpatts, Sruti,
Swar grama, Moorchana, and mentions 3

differences — Suddha Chayalag and Sam-
kirna.

So, here we aptly come to the Hindus-
tani classification system of Raga-Ragini
It 1s not out of our way to trace back to
the old legend regarding the creation of
Music. After seeing Parvati’s Sayana
Mudra, Lord Siva made Rudra Veena and
from his 5 faces created 5 Ragas after which
6 Ragas are born out of Parvathi’s Srimukh

From the face of East, West, North,
South and Sky, of Shiva, Bhairava, Hindol,
Megh, Deepak and Sri Rag are born and
[tom Parvati, Kaisik.



Its Raginis
vi. Trive Gnu:i, Kedar. Madhu, Madhavi, Pahadika
Devagiri, Varati, Todi, Lalitha, Hindoli

' ’ Saurati, Saveri, Kausiki, Gandhari, Hara Sringara
ravi, Gmﬂl, Ramakn Gunakm, Bangah Samdhaw

s w‘g Hldmathl, Todi, Khalivathi, Kakubh
Ramkali, Malavi, Asaveri, Dabari, Kaiki
lari, Gaura, Rudravathi, Kamod, Gurjari
avi, K%pl, ;l"uman, Vichitra, Sohani

A

Mallari, Saranga, Desi, Rathi Vallabha Kanara

| rethak, Ahm Kohbh Verari, Asoveni
iravi, Gurjari, Bilabali, Bihag, Karnati, Kanada.

gali, Mhdhura, Kamod, Dhanasri, Devatecrthl, Devali r
baki, Tilangi, Poorvi, Gandhari, Shama, Sindh Mallar
akali, Patamanjari, Gandagiri, Dhanki, Devasag

In old books, thereis a further ela-
boration of Putrika Ragas, and Putra
Vadhu Ragas of these Raginis. People belie-
ved that Ragas are born out of Devas and
Devathas and so Raga-Ragini Method was
observed in the same way Raga Swaroopas
are described and pictures are painted and
these paintings are still preserved. The
name of the Ragas, mentioned in the Raga-
Ragini Method have undergone lot of
change. In due course Mela Method has

replaced this Method, in Hindustani Music
System:

In 15th Century, Lochana Kavi in his
Raga Tarangini has accepted Gramas and
Moorchanas as basis for Ragas and
brought out the word “Mel. According to
his version, 16,000 Ragas are considered
as 16,000 gopikas, meant for Krishna, the

Sama gana Priya. Out of these 70 Ragas
were popular. There were 12 Melas.

1. Bhairayvi — Bhairavi, Neelambari
2. Todi —  Todi
3. Gauri — Malav, Sni gauri, Chaitigauri, Pahadigauri, Desi Todi,

Desikaar, gauri, Trivan, Multaani, Dhanasri, Vasant,
Ramakari, Gurjari, Bahuii, Reva, Bhatiyaar, Shat, Pancham,
Jayatasri, Asaveri, Devagandhari, Sandhavyasaveri, Gunakari

4, Karnat — Kanar, Vejiswari, Kanar, Khambavathi, Saurat, Paraj,

Maaru, Jaijaivanthi,

Kakubha, Kamodi, gauri, Malakaisik,

Hindol, Sugrahi, Adana. Gaur Kanar, Srirag.

5. Kedar — Kedarnat, Abhirnat, Khambavathi, Sankarabharanam,
Bihagara, Hammir, Shyam, Chayanat, Bhoopali, Bhimpalasi,
Kausik, Maaru,

6. Imari — Iman, Suddha Kalyan, Pooriya, Jayat Kalyan

7. Saarang — Saarang, Patamanjari, Brindavani, Samant, Badhamsak

8. Megh — Meghmallari, Gaudasarang, Naat, Velavali, Alaiya, Suhu,
Desi, Suhu, Deskhay, Suddhanat

9. Dhanasri — Dhanasri, Lalith

10. Poorvi —  Poorvi

11. Mukhari — Mukhari

12. Deepak — Deepak

After Lochana Kavi, Sri Hridaya
Narayana Dev, in 1655, has made men-
tion of Melas in the following way:

Bhairavi — Suddhaswar
Karnat
Mukhari

Todi
Kedar
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6. Yaman
7. Megh
8. Dee ak
9° Gauri
10. Sarang
11. Poorvi
12. Dhanasri
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Cultural Scene In Karnataka

By
T. B. NARASIMHACHAR

Comparatively speaking,

-cultural activities, perhaps in anticipation

-of interruption by the monsoon. But the

‘monsoon did not oblige. The Weekly

Every Friday Evening Cultural program-
‘mes of music and dance at the State Youth

‘Centre went through in a routine way,
‘with lacklustre enthusiasm and participa-

tion on the part of the principal organisers,
viz., the Department of Kannada and

Culture and the I.C.C.R. (State Centre),
marked by depleted attendance. Often it
"was clear that the artistes concerned en-
sured some attendance through invitations.

The counterpart of the above venture
viz., the Every Monday evening Art exhi-
bition organised by the State Chitra Kala
Parishat and the Youth Writers and Artists
Guild concluded about the middle of July.
The art works of about 110 artists,
‘mainly from Karnataka but also from
Madras and Hyderabad, came to be viewed
during this year-long weekly shows. Though
the raison d’ etre for these shows was the
promotion of art appreciation amongst the
general public, as also to help upcoming
artists, the results were poor. The partici-
‘pants consisted mainly of amateurs and
young aspirants, who are yet to make the
grade and get accepted by the cognoscenti,
Subject to the above remarks, the exhibits
represented quite a wide range of styles

- .and techniques.

the June-
August quarter has witnessed a low level of

Sundar Rao, was shocked to
news of the death of the wizard of the reed-

Marathon Dance

These are days for setting up world
records in all walks of life-imaginable and
unimaginable. Guinness Book of World
Records appears to be the source of
inspiration for such attempts. While Sara-
lakumari of Andhra went in for a record of
non-stop dance in the Kuchipudi medium,
a young collegian, K.R.S. Prasanna of
Bangalore, who is a recognised danccr, set
his mind on achieving the feat of non-
stop dancing for 24 hours, in Bharatha-

natyam. This attracted a lot of publicity
through the media. G. Gurumurthi who

accompaaied him on mridangam through-
out also claimed a record. Prasanna
presented about 84 items (of course some
of them repetitions) in seven continuous
sessions with intervals of about 20 minutes
between sessions of 3-4 1/2 hours each at a
stretch during which he was medically
examined. During this feat he exhibited
his skill in] Nritta, Nritya and Abhinaya.
Many members of the dancing fraternity
cooperated with him in vocal and instru-
mental music.

Flute Mali Mourned

Bangalore, which has a number of
disciples-direct and Ekalayva (Manasika)
like Shivaramaiah, C. M. Madhuranath,
B. G. Srinivas, B. N. Suresh and B. M.
receive the
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T.R. Mahalingam, as he had spent the

art of his later years here. Many
w =~ condole his death

bnt the one held under the auspices of the

Academy of Music at the Chowdiah
Memorial hall was attended by a represen=

tative gathering of his disciples, and admi-
rers.

Many stalwart musicians of Karnataka
died during this period. Notably Mrs.
Lakshmibai Bhave, a veteran vocalist-
teacher of Hindusthani music, Dr. B.
Devendrappa, the octogenarian ambidex-
terous vocalist and instrumentalist of
Mysore, D.Subbaramiah, another octo-
genarian vocalist of repute of Bangalore
and Dr. Masti Venkatesa Iyengar, the nona-

genarion  Jnanpeeth: Award winning
| m mmallmoumedat a

-aitural Wlﬂ; of the Bangalore
f( the Mtluya Vidya Bhavan
Milﬁl forefront for some years
mn; lecture-demonstrations

mnl programmes almost
ek and more, under the able
PMIDI H K. nga-

y Sri S. Krishnamurthi, the
Mysore Vasudevachar. Re-

cently Dr. 5. Ramanathan gave a lecture-
. '-_ n ml&mmambjact of his,
viz., ‘A m 'l'ylg;smjn with which

Jaman, iq heir to

yengar  tradition
¥ r‘- . .I |

i *‘Hi'**-ar:n

through Dr. Srinivasa Raghavan (Cheema)
of Madras gave a lecture demonstration on
the glory of Lord Sri Krishna in a musi-
cal feature entitled ‘Sri Krishnam Vande
Jagadgurum® at the Bhavan. It was an
attempt at stringing together about 18 com-
positions by saint COmMPpOSErs from all over
India who have sung paeans of praise
about Lord Krishna in as many as 3 langu-

ages. While being musically rewarding, the

accent on lyrics and the explanatory com-

ments laid sufficient stress on their lyrical:

content, using about 16 ragas.
Purandara Centenary.

There were some spill-over program--
mes connected with the 5th Birth centenary

of Saint Purandaradasa. To the many

religious festivals which have turned out to-
be musical festivals, Sri Raghavendraswami:

Aradhana is now added and in a number
the Saint have-

of places, Brindavans for
sprung up. Prominent and attracting a

very large crowd is the one in the Swimming
Pool extension. it had arranged a series
of upanyasams, music competitions and

music concerts lasting for over a week.
The ancient temple of Venugopalaswamy
at Malleswaram has joined
arranging a week-long music festival by

eminent artistes like Maharajapuram San-

thanam, Lalgudi Jayaraman, T. V. San-
karanarayanan, N. Ramani, P. S. Naraya-
naswamy and Trichur Ramachandran. But
the inaugural concert is by three budding
youngsters Lalgudi Vijayalakshmi (violin),
Sikkil Mala Chandrasekharan (flute) and
Jayanthi Radhakrishnan (veena), All the
three young girls hail from reputed musi-
cal families and their appearance should

ra, of be interesting.

| (.cputinucd-* on PBE’? 33)

the race by

Cultural Scene in Bombay

By

Dr. SULOCHANA RAJENDRAN

‘““He speaks through the Veena and we
wespond the same way, no verbal comuni-
<cation between him and us. He has tre-
‘mendous patience,as a teacher he wouldn’t
mind repeating a sangathi a score or more
‘times until one of us gets it on to
play” — That was Smt. Mallika Varadarajan

-expressing her sentiments (echoing, sure,
her fellow—students too) about her guru

Sangeeta Kalanidhi K.S. Narayanaswamy
‘who recently laid down the principalship

-of the Sabha’s Sangeetha Vidyalaya after
-a meritorious service of a decade and a
‘half. Could there be a better tribute to a

guru?

KSN’S Farewell Concert

True, the modest and unassuming
‘master is 2 man of few words. He speaks
‘through his fingers and that too in a concise
-and quintessential way. Even in his lecture-
-demonstrations, Prof. KSN gives prominen-
«ce to playing of the melody than to words.
JAnd his observations are drawn more from
practical enunciations, his own instinctive
responses to their nuances and listening to
‘the maestros than from mere theoretical
studies.

That Prof. KSN practises what he prea-
«ches was amply borne out by the concert
he gave at the Sabha’s monthly programme
in Jupe. It was music of quality, of
depth, a glow in brevity and grace in

3l

style-a farewell message in his own idiom
to the Bombay rasikas and the numerous
students who certainly miss him. The ragas
Anandabhairavi, Yadukala Kambhoiji,
Sankarabharanam and Sriranjani, besides
the Kritis, reflected the profundity of his
erudition and proportion in enunciations.

His disciple-cum-colleague, Kalyani
Sarma, commendably played the second

Veena resonating his aesthetics and respon-
ding to his ‘feelers’. That the tradition

he set in the school, would be continued,
needs no emphasis.

Fine Variety

The programmes the Sabha presented
during the quarter comprised a variety
that was a pleasant mix for the mem-
bers. That vintage music has its own charm
and enduring qualities, even though far
from reach;ng sublime heights, was evident
in the recital B.V. Raman and B.V.
Lakshmanan presented in July, one that
was longed for.

B.V. Ramnn, Lakshmanan

The slow, stately pace they maintain-
tained, the style of the great ‘tiger’ they

emulated and the laya intricacies they de-
ployed with uncanny spontaneity, did lend
their music a shine far more brilliant than

any prcsent day dazzle. The years of
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with his sweet tone. He was a match to the

vidwat of Raman-Lakshmanan pair. And
with poise he adapted himself well to the
exacting requirements of Nédunuri. Naga-
raj’s alapanas had a sedate artistry that
one comes across in topnotchers. With

~ both the concerts having mridanga Chakra-

varthy T.K. Murthy for mridangam, one
could not but havc a lilting laya boost that
was inspiring and substauitial,

Neyyatinkara Vasudevan

With voice and vision acquiﬁng a !poli-

shed glow, it was a climb from strength to-

strength for Neyyattinkara Vasudevan.
However, the sedate and the poised music

tempered with tcchnical « artistry and fine

aestheties which marked his chamber con-
cert appearance not long ago in a city
recital eluded him in this big sabha con-
cert.
of varying tastes impelled him to adopt a

hign-strung technique? Not that there was
anything amiss in his vidwat or vivahara.

It was a bit fast-paced and what his open

voiced resonance achieved by way of

rapport in the chamber concert, his over
modulations here could hardly reach. His

Nattakuranji and Kalyani had ebullience

and aesthetic flourishes. Nevertheless, it
was Saveri, somewhat sedate and emotive,
that found him in his true mettle and the
Maharaja’s, “Anjaneya” again brought
out the true musician in him.

"He W O

1% moempanms Venkatach&‘lwm (violin)
me Krishnan Kutty Nair
Mridangam) with Vaikom Gopalakrishnan
Wﬁ}pﬂgﬂp wols 8 4y

(August). Perhaps the huge audience

.
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2

Santanagopalan

Another variety, rather a style that has
been more in the music ‘news’ is one that
is exciting and spectacular. But how far
it would be sustained or how well would
it progress is anybody’s guess. The young
talent, Neyveli Santanagopalan whom the
Sabha encouraged (June) holds great pro-
mise, but will succeed only if he keeps a
tight rein on his pyrotechnics and strives for
sustained expressiveness. One found, as a
contrast, a tempered approach in Sriram
Parasuram’s violin and Tanjore Ramdas’
mridangam. The August session had a
drama too—*“‘Karai Padinda Karangal*“—
Staged by Rasikapriya  Recreations,

Bombay.

A grest patron of arts

Hardly had the art world recovered
from the shock ef the death of Flautist
Mali than it was struck again by the sad
demise of veteran art patron, Soli Batlivala.
A lawyer-diplomat-freedoml fighter all rolled
into one, he was a philanthropist with a
difference. At a time when art patronagc

has been democratised he was @ one-man
legend; an ‘Akshayapatra’ to whom many
aristes owe their introduction to the field.
As a trustee of the Bhulabhal Memorial
Trust he made the institution a landmark
in the cultural history of the city, a live
force in the fine arts world. Many an institu-
tion of dance, music, painting and other
fine arts had its humble beginnings at the
‘Akashganga’, the premises of the BMI in
the early days,

Not oply budding artistes and budding
institutions but also eminent masters aud
gurus too had their fill of publicity and
patronage from Soli Mama. The workshops
in muslc and dance he organised, the schol-
arships he distributed among artistes and
researchers were aplenty, butthe one that

stands out was the Dance seminar he was
instrumental for, the one  convened at

Madras by the Krishna Gaha Sabha during
the December festival, which has now

become a regular feature and a must for
every dancer.

A void that would be difficult to fill.

B e L L i o il e e t—————

(Continued from page 30)

Roll call of Honour

Dr. R. Satyanarayana, an eminent
scholar in music and dance, who has
many research papers, lecture demonstra—
tions, commentaries on ancient works on
music and dance to his credit has been
selected to preside over the I18th annual
Music eonference and Festival of the presti-
gious Bangalore Gayana Samaja, to be
held during the latter half of October
this year. He hails from a family of musi-

cians and though he worked and was ret-
ained as a Professor in a private college in
Mysore, he has been devoting most of his
time, working for the Varalakshmi Aca-
demy of Fine Arts in Mysore. His monu-
mental thesis on Someswara’s ‘Veena
Lakshana Vimarse' has earned him a Doc-
torate of the Mysore University. The Khaira-
garh University has conferred on him a

‘Doctorate honoris causa’ in recognition of
his services in the field of music and dance.

5 33
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News and Notes

YACM
Is 1t the lead given by I.T.C. and a
few other business enterprises or is it the

beginning of a new chapter in the patro-
nage accorded to classical music? During

the last few weeks, there has been a fresh
wind blowing through the music halls of
Madras. The Youth Association for Classi-
cal Music (YACM) celebrated its first
anniversary with a festival lasting from st
to 8th August 86 held at the Music
Academy’s premises, the cardinal feature
of which was the presentation of a number
of teenage musicians — vocalists, violinists
and percussionists all of whom performed
very creditably. The inaugural function
itself was a colourful one, and Sri T.T:
Vasu in his address pointed to the growth
of YACM as proof that the future of clas-

sical music was no longer in doubt. Thiru
R.M. Veerappan. the Minister of Tamil

Nadu who spoke on the occasion, felt
confident that YACM would help the youth
of the country to develop a strong bias
in favour of classical music. Mr. B.
Venkataraman, the President of YACM,
stressed the fact that the organisation’s
aim was not only to promote classical music
but to foster budding talent. How far

the first object has been aehieved it is
too early to assess but there is no doubt

that a lot of fresh talent was on view - and
they were quite good, too.

The sponsors did not forget to include
lecture-demonstrationsiin their week’s fare.

Lalgudi Jayaraman in a tidy lecture expati-

36

ated upon the need for

1 . promoting appreci-
ation by listeners, e

| with some fresh points
of view. Versatile T.V. Gopalakrishnan.

In a striking demﬂnﬂtration, brought out

the nuances of the idioms and expressions

of Hindusthani music, The same Swara or

gamaka, handled with the slightest of infle-
clions or adjustment of vocal chords

bmuﬁghl' In a basic Change in the type of
MUSIC - it was so revealing basically.

Promoters

What was so satisfactory about it al
was that the artists were well paid for their
stint. That bespeaks a largeness of heart
as well as a healthy entreprenurial outlook,
both often missing in institutions. The
promoters jof YACM were successful in
roping in a bevy of well known enterprises
for financing their project - Shriram Group
Standard Motors, Brakes (India), Sonf
Orson, Madras Refineries, Amrutanjan,
Kala Mandir Trust, Rams. Sanathana
Dharma Gurukulam Ltd. Trans,
Readymoney Shoppers Club.

Sanes

Not to be outdone in any aspect, the
organisers also arranged a valedictory
celebration on 9th August 1986 at which
Dr. Jeevaray Alva distributed prizes and
certificates. Dr. Semmangudi Srinivasa
lyer was the chief guest., The industrialist
Sri C.V. Karthik Narayanan, presided.

Well done YACM, Go Ahead.



Gokulashtami Festival-Krishna
Gana Sabha

Mr. Justice Mohan of the Madras High
Court inaugurated the 31st Gokulashtam'
Sangeetha Uthsavam of the Krishna Gana
Sabha on 2nd August 86. As usual, r:he
Sabha has given its members an attractive
packet of music and lecture demonst::a-
ions, with an eye on new talent given its
chance in the smaller programme of the
evenings. It must be conceded that Sri‘R.
Yegnaraman’s roving eye for new artl sts
does fall on many a promising vocalist, vio-
linist and mridangist; and they seldom fail
toimpress. Talent scouting can succeed
only when, after getting some preliminary
reports, the Secretary gives them a concrete
chance to show their mettle. Sri Yegnara-
man’s veteran instincts served him well and
quite a number of artists of promise were
discovered. Of course, it is up to those
artists to plan carefully for further improve-
ment, to climb the ‘greasy pole’ of

success.

s

. ‘A!functim 20, the K.G.S. always
plans well and ensures smoothness. Jus-
tice Moban was inclined to be discursive

but he spoke with knowledge about our
m s_?ltm-llnd its great exponents,

;o -gudi Vijayalakshmi
S Radhakrishnan

Good as the recital was, the pro-

na).
(Yeuns) of the Veena

blem of the low tonal strength
particularly in juxtaposition with the much

amplified violin and flute, impaired the
enjoyment of this triangular presentation
It remains to be seen if the trio con-

cept is to succeed.

Sadasiva Brahmendra Programme-
of “‘Saraswathi”

“SARASWATHI” and its leader, Sri
N. V. Subramaniam, scored another hit by
presenting a scholarly discourse by Sri B.
Madhavan Retd. Additional General
Manager of the Southern Railway, on the
life and mission of that great Saint, Sada-
siva Brahmendrar, on whom the divine
spark of enlightenment and God-realisation
fell quite early in his life. Mr. Madhavan
i$ @ conscientious scholar and his discour-

ses like those on Sankara, Ramayanam,
Bhagavatham eic. are informed by a pro-
found awareness of the true depths of the
themes he talks about and by utter modesty
withal. Mr. Madhavan is so steeped in
Sanskrit culture that no subject is too
abstruse for him to expatiate on., Despite
a hoarse throat, he also sang a number of

Brah.mendral’s songs and took great pains
to nise to the demanding level of his
theme.

It was also a felicitous idea of Sri NVS
to have arranged a programme of all the
Kritis (22) of Brahmendral. Kumaris Dr
Pramila, Abirama Sundari and Smt. Sudhz;
K}'iahnan gave a fine exhibition of singing,
without the frills of raga or swaras. The
singers touched emotional chords in the

35

minds of the large audience present.
Bhakti flooding over those demonstra-
tions enveloped the large audience
present,

A special Souvenir containing articles
on Sri Sadasiva by learned authors like Sri
T. S. Parthasarthy was also released on
the occasion. The Souvenir will be prized
for its valuable contents, which include
inter alia the texts of the kritis of Brahmen-
dral, along with their meaning, the ragas
originally chosen but now supplanted by
new ragas. Sri TSP has indeed done a
wonderful job and made the publication a
‘must’ for every music library. Well done

“Saraswathi’”!

“ SHANMUKHA ”

“ SHANMUKHA 7, like every publi-
cation in our country, of whatever hue,
has for years now felt the harsh impact
of rising costs of production. The tempt-
ation to raise the price of the journal had
been resisted all along, until now a stage
has been reached when a decision cannot
be put off without affecting the viability of
the venture. The Management of the Sabha

have therefore, had ineluctably to raise
the subscription rates a little, as indicated

below. This 1is only the second raise in
the past 11 years of its uninterrupted
publication. We therefore trust that our

readers will appreciate the situation and
sympathise with us.

2T 250 220 TR 0 s - D B C2s 20 D D CS

¢ SHANMUKHA ’

QUARTERLY JOURNAL

Revised Rates of Subscription

Life Member (India)

Annual for Members of the Sabha

Annual for others

Rs. 250/-
Rs. 20/- (4 issues)

Rs. 30/- (4 issues)

Annual for Foreign Subscribers Rs. 500/- Postage
(Ordinary) extra

Price per copy : Current issue : Rs. 8/-

Price per copy: Back issue: Rs. 5/-

CRTD B LD DD — C R CHED 2 T SIS R 2D 2 D L2
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bee of our times,
“Rangaramanuja

THANJAVUR SANKARA IYER |

This modest but brilliant musician

wcomposer has just returned from Bombay

where both the N.C.P.A. and the aficiana-

‘dos there honoured him. Sri Sankara Iyer
‘belongs to that quiet breed of musicians
-on the periphery of the loud, raucous pro-

fessional circuit, who contribute a lot to

the understanding of refined music and
‘help to ststain a strong sense of aesthetic
‘classicism in the rasika even in the midst

of the din and dust of contemporary
music. The lack of a good voice denied
him high platform laurels but no one who

has heard the odd cutchery he gives, per-

would have
missed the sober beauty, the subtle crafts-

manship and the lapidary skill that envelops
his music.

pedantry. His art is like that of the fresco

haps once ina blue moon,

His austerity is totally free from

painter-a matter of exquisite touches, arres-
ting subtlety and nuance, and an overall
refinement that eludes definition. He often
reminds this writer of Chimizhi Sundaram
Iyer, another unpublicised maestro, whose
occasional meteoric showers of great music
have been recorded by that musical Toyn-

the late and revered
Iyengar. These stal-
warts exercise a quiet refining influence

~-on the thinking musicians of their times.

The all-too-rare but vintage composi-

tions of Sri Sankara Iyer adorn the concerts
of maestros like D. K. Jayaraman, K. V.

Narayanaswamy and a few others. Over
the years, Sankara Iyer has composed but
sparsely, but his creations i in Natakapriya,
Saramathi, Khamas, Revathi, Desh etc.
are like lace—delicate, strong, full of light
and crafted with tenderness, feeling and an
apocalyptic raga insight. They are fine
examples of Hitchcock’s famous dictum
that “Form does not embellish content—it
creates it”. When we hear his songs, our
minds are stretched by a new idea, by a
new fascinating contour of a raga. The
impact is asif a tiny golden hammer
revved up our musical engine.

Not the least of the pleasures of the
company of Sankara Iyer is to hear him
explain an aspect of a raga or a kriti or the
sensitivity of a note, throwing a flood of
light on it. He is free from stultifying acade-
mism and has a clear conception of the role
of mere grammar in Carnatic music. His
compelling modesty is another winsome
facet of his self-effacing personality. The
Sankara Iyers are the salt of the earth.

K.S.M.



Prof. K. S. Narayanaswamy

K S N Retires

Sangeetha Kalnidhi K.S. Narayana%
swami has just retired from th_e OE:'Z z_
Principal of the Sabha’s Sauglth?~ | lrv }i'ce
Jaya after a meritorious record of s¢ "
both to the institution and to Bambayd
music culture itself. His colleagm?s an_
students at Bombay will certainly -rmss his
warm personality and his persuasive style
of presentation of many subtle elefnents of
Carnatic music, which really spring from
his own refined, artistic schooling .at
Chidambaram under great teachers _l:ke
Sabesa ITyer, Ponniah Pillai and  Tiger
Varadachariar. KSN is that unusual and
rare blend, the accomplished artist and
grammarian, both in inpeccable balance.

In these days when the tyranny of fast
and frothy music - even on the Veena - has
to be put up with! and instrumental music

is made more dramatic than it w?s illte'n..
ded to be, KSN's unrhetorical playmg,' with
its insistence expressed through Vilam-
bakala, is like an oasis in | a -dE.SCl't.
Today, novelty is at a premm_m, idioms
are highly personal and renderings often
startle one by their wilful departure from
tradition. KSN’s strict adherence to
sampradaya and his instinctive- taste that
lends an aura of culture and distinction f:o
the most ordinary phrases and sangathis,
constitute a bulwark against the inroads of
profligacy in the classical culture.

His retirement from institutional cons-
traints will, one hopes, lead to freer availa-
bility on public platforms at Madras, so
that connoisseurs may enjoy more often the
pleasures of the pure and peaceful sounds

of his veena playing.

AT Kala Mandir Trust, Madras

- “This is not an age you can dispar-
age. There is a lot of talent, so much
“indeed that not all of it can be recognised’

- wrote the great art critic Neville Cardus.
- This might well be the conclusion of Sri S-
~ Viswanathan, the Chairman of the Kala
- Mandir Trust too. In August 1986, the
~ Trust organised at the Mylapore Fine Arts
i e Natyotsava, featuring a “ Festival of
r classical dancing ”* by talented junior and
L'E - sub-senior girls for a whole week, which
- 'j Iu a _munmive cross-seetion of the
~ different schools of dance and conducted
by such competent gurus like Dr. Padma
Subramanyam, Smt. Sudharani Raghupathy,
injayans, S. K. Rajarathnam,

-
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gramme had two dances of 1} hour each.
Senior artistes Sudharani Raghupathy and
Malavika Sarukkai, also gave recitals.

The recitals were uniformly of a high
order and the young girls acquitted them-
selves with such sustained excellenee that
one sincerely felt reassured about the bright
future for classical dance—in fact, a greater
degree of assurance than what obtains on
the musical side. Kala Mandir Trust is
nothing if not thorough and had very sen-
sibly appointed competent judges to judge
the best dance presentations for award of
scholarships to the artistes concerned.
Those who came to deserve this accolade
turned out to be Kumaris Sujatha Sriniva-

san (Senior Scholarship) and for three years,
T. V. Bhuvaneswari and Nalin; Advani

(Junior Scholarship). Excellent encourage-
ment.

It may be recalled that in 1985, Kuma-
ris Srinidhi Rangarajan, Shoba Radhakrish-
nan, Srividya Natarajan and Smitha Karpur
had been the sholarship award winners.
Moreover, during 1985 the Kala Mandi,
Trust had sponsored dance festivals at other
Centres like New Delhi, Kinkini's festjval
at Bangalore, Tamil Isai sangam, Karaij-
kudi, Sri Thyagabramha Sabha at Naga-
pattinam, besides Co-sponsoring the 5th
Natyakala Conference organised by the
Krishna Gana Sabha in December 1985. It
s in fact an All India picture of initiative
and reward and is a step in national Integ-
ration.

As mentioned in an earlier jssue of
“Shanmukha’, its Young Talent Promotion
Scheme for encouraging youthful talent in

music is making very good progress and
the artists concerned viz., Neyveli San-

thana Gopalan (Vocal), R.Ramesh (Mri-
dangam), M. A. Krishnaswami (Violin) and
V. Suresh (Ghatam) have caught the eyes
of the discerning public and their careers
are being established.

The Trust have recently brought out a
brilliantly preparcd Souvenir entitled
"“Kala Mandir Trust - Natyotsava 1986,
supplying valuable information about its
activities in 1985 and 1986, the details of

Its schemes, besides beautiful pictures of
artists young and not-so-young and their
Gurus, It is no light-weight souvenir
either, for it includes VEry erudite articles
by veteran Smt. Mrinalin; Sarabhai on
“Some Ritual Forms of Kerala”; by Dr.
R. Nagaswami (Director of Archeology,
Tamil Nadu) on “Bharat Natya - Ancient
and Modern™; by Prof. R. Rajagopalan on
“Narthanagopala of Oothukadu”, very

beautifully got up. too-a publication to
cherish.

The poet T.S. Elict has said;

“O perpetual revolution of configured
stars,

O perpetual recurrence of determined
seasons,

O world of spring and autumn,
and dying,

birth

The endless cycle of ideas and action

Endless invention. endless eéxXperiment

Brings knowledge of motion

........

The Good Man is the builder, if he
build what is good.”

One cannot withhold sincere admira-
tion for Sri S. Viswanathan, the Chairman
of Kalamandir Trust and of Enfield, for
pursuing so avidly the “endless cycle of
idea and action” and for evolving the
“thread linking vision to dreams” (Y.
Menuhin). We wish Kala Mandir Trust
god-speed 1n its laudable endeavours.



i
/g

. Y e R .
. 4 -
-I b ! I."- & "'F'
. . =-*'.'. P | . r -
1
] .-l._ F

"-
[ =
-
s
: )
4

. T '
' T :

4
e iut S

B | A,

| . .._'_-.,:.;H__',.-. ' ﬂﬁm iﬂtm Wiﬂ_ﬁﬁd
riZe-winners or

»

i -
] N
Wiy v .
B
-'.- -'.J_.-I

i
=

I

s . Shri S, R. Kasturi, Vice-President, pre-
. \nnual Music Competi- sided over the function while Shri K. S. S.
ions were conducted this year asusual. Mani, Hon. Secretary, proposed a vote of
This laudable scheme has come to acquare

~ adistinct sparkle of its own. As many as
152 entries covering the different areas of
- music (Veena, Vocal, Violin and Mridan-

- gam) had sought participation in the com-
petitions, The large number is abundant
proof of the great enthusiasm the Sabha
_ np 1S have come to generate among
fie candidates of the different age groups.
r Ihe competitions produced a high
- ievel of competenee on the part of contest-

nts and the judges were literally at their

1 to identify the 25 prize winners
- The prizes were distributed
t0 the winners by Sangeetha Vidwan Shri

' ;.:.: at the Sabha’s main
m. Shri D. K. Jayaraman also

 m Sl | SR

thanks.

Felicitation to Principal Shri K. S. Narayana

swamy.

Sangeetha Kalanidhi ShriK. S. Nara-
yanaswamy, Veena Maestro and Principa]
of the Sabha’s Sangeetha Vidyalaya, was
felicitated at a function got up by the Sabha
on 15th June 1986 to mark his retirement
as Principal of the Sabha‘s Sangeetha
Vidyalaya. While expressing the Sabha’s
gratitude to Shr1 K. S. Narayanaswami for
his long and meritorious service, during
whose tenure the Vidyalaya has made
great strides, ShriR. S. Kasturi, who chaired
the function, also paid rich tributes to Shri
Narayanaswamy’s cultural stature and
qualities of the head and heart. A tape-
recorded tribute by Prof. T. V. Ramanujam
added lustre to the function. On the occa-
sion, Shri Narayanaswamy was honoured
by the Sabha with shawl. Oral and floral
t:_ﬂ?utes, were also paid by the sister Insti-
tutions. Shri K. S. S. Mani proposed the
vote of thanks,

Obituary
A noted worker for public causes, a

;ila;-actﬂr and one-time Hon. Secretary of
the Sabha, Shri S, Nilakantan, passed waay

| 'T- recently after Prolonged illness. He was

fﬁfﬂﬂﬂlﬁﬁrneworkmg as the Administrative
- -*’f"fhﬁ Sabha Hall. He has left

iy ‘W his sincerity and honesty of
€. He was 67.

8. SESHADRI

| .

h 1 m ; i ;
Cu ||| FI Fife ¥ L
Y N et I

“F0r Trwengmatlomus Lo

By

P. K. SRINIVASAN., B.Sc.
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The Hindustan Sugar Mills Limited B

Manufacturers of
WHITE CRYSTAL SUGAR

PORTLAND CEMENT

SUGAR MILLS AT : FACTORY

GOLAGOKARANNATH (U.P.) UDAIPUR CEMENT WORKS

P.O. Bajaj Nagar
Udaipur, Rajasthan
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Absolute Alcohol & Ind. Alcohol

Distillery at Golagokarannath

REGISTERED OFFICE :

BAJA] BHAVAN, 2nd FLOOR, 226, NARIMAN POINT

BOMBAY - 400 021
SHREE : TELEX :

011-2563,  Telephone 233626 &l
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